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Abstract 
 
In this article, we investigate how music is used in Mad Men (Lionsgate, 2007-2015) and 
Wolfenstein: The New Order (Bethesda Softworks, 2014) to signify a temporality in media that 
ZH FDOO WKH ³KDOI-LPDJLQHG SDVW´ DQWHULRU WLPH VLWXDWHG SDUWO\ LQ PHGLDWHG LPDJLQDWLRQ DQG
partly in historical reference. We thus refer to a qualitative concept of an anterior time signified 
by pointers to the historical period through media, objects, emotions, symbols and sensorial 
experiences. We further argue that the half-imagined past in screen media not only converges in 
imagination, memory and historical reference, but does so in a nexus of contemporary 
ideological and cultural politics. In that sense, pastness in popular media is not only an 
audiovisual representation, but also a co-construction between media and audience made up of 
both imagination and the ideological placing of historical references, in this case through the 
use of music. 
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Introduction 
 
 
 
Frequently described as the third dimension to the two-dimensional film screen (Palmer, 1990; 
Rosar, 1994), music serves many purposes in screen media. One significant function is to 
augment emotion in cinema (Cohen, 2011), by way of generating emotional meaning (Juslin, 
1997) or by establishing a general mood (Pignatiello, 1986). Music, alongside the visual, also 
co-creates narrative meaning, one of the earliest examples being Russian director Sergei 
(LVHQVWHLQ¶VH[WHQVLRQRIYLVXDOPontage to sound, suggesting an intelligibility of cinema drawn 
from the entirety of its audio visual presentation not only in the cuts and edits of images, but 
also in the accompaniment of musical tempo and orchestration. Yet another function of music is 
to distinguish space in cinema between the diegetic and the non-diegetic, in the process shifting 
meaning and affecting how the viewer understands the text. In conjunction with the spatial 
properties of music in cinema, it creates a sense of the temporal, placing the images, characters 
and actions depicted in film within a time. 
  
With respect to these ways in which music connects to temporality, this article investigates how 
PXVLFLVXVHGLQVFUHHQPHGLDWRVLJQLI\SDVWQHVV%\³SDVWQHVV´ZHGRQRWRQO\PHan history, 
DOWKRXJKWKHKLVWRULFDOLVFHUWDLQO\SDUWRIWKHFRQFHSW5DWKHUE\³SDVWQHVV´ZHUHIHUWRDPRUH
qualitative concept of an anterior time not necessarily defined by chronological events, but, 
more importantly, signified by pointers to the time period through media. Such media include 
music (of course), as well as objects and symbols, and are amplified by the solicited emotional, 
LPDJLQDWLYHDQGVHQVRULDOH[SHULHQFHV7KHYLHZHU¶VXQGHUVWDQGLQJDQGH[SHULHQFHRISDVWQHVV
through screen media in this sense thus straddles historical account, viewer experience and 
imagination. We argue that maintaining this balance produces a temporality in media that we 
FDOO WKH ³KDOI-LPDJLQHG SDVW´ DQWHULRU WLPH VLWXDWHG SDUWO\ LQ D YLHZHU¶V LPDJLQDWLRQ DQG
sensorial experience as solicited by media, and partly in historical reference. In this mediated 
imagination also lies the grounding of fantasy, or a general acceptance of the famous 
³VXVSHQVLRQ RI GLVEHOLHI´ LQ WKH SUHVHQWDWLRQ RI KLVWRULFDO HYHQWV RU WKH OLves of historical 
figures. In each case, the images and events of history are mixed with exaggerated or 
contradictory elements that result in a heightened or altered reference to the historical event or 
image. Most significantly, we argue that the convergence of imagination, memory and historical  
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reference in screen media is made in a nexus of contemporary ideology and cultural politics. In 
that sense, pastness in popular media is not only represented in terms of the audiovisual, but is 
also co-constructed by the audience, made up of its imagination and solicited experience, while 
entirely framed within a significant ideological placing of historical references. 
  
In the first half of this article, we thus elaborate on our ideas of the half-imagined past as 
evoked by music, particularly by distinguishing it conceptually from nostalgia. In the second, 
we examine how the half-imagined past operates in two media works: the HBO TV series Mad 
Men (Lionsgate, 2007-2015) and Wolfenstein: The New Order (Bethesda Softworks, 2014), a 
first-person shooter video game developed by MachineGames (hereafter Wolfenstein). In 
particular, we analyse and compare how music in both works signifies the era in which their 
narratives are set  ࡳ  in both cases, the 1960s  ࡳ  and in the process critique their respective 
embedded ideological meanings.  
 
The Texts 
We chose Mad Men and Wolfenstein as our case studies because they are particularly apposite 
for comparative analysis. On one hand, they share a number of commonalities. Both texts use 
music to reference the same era (the 1960s). Both were popularly and critically received. Mad 
Men has won numerous awards, including multiple awards from the American Film Institute, 
Directors Guild of America, the Emmys, the Golden Globe and the Writers Guild of America, 
with record viewing numbers in the millions (Kissell, 2015). Within a week of its release, 
Wolfenstein entered various best-selling game charts, including becoming the second-best 
selling game of 2014 in the UK, behind Titanfall (Makuch, 2014). It also won several gaming 
awards, such as Game of the Year from Classic Game Room, and nominations from the Golden 
Joystick Awards and the SXSW Gaming Awards (Blase, 2015). 
  
On the other hand, both texts use music to express different conceptions of pastness in their 
references to the same era, allowing for intriguing contrasts to be made between them. 
Stretching over 7 seasons covering 92 episodes, Mad Men is a detailed historical drama set in 
the late 1950s and 1960s, following the adventures of Don Draper (played by Jon Hamm) as an 
advertising man beset by personal secrets, tumultuous relationships and creative genius. It has 
been critically lauded for its historical accuracy, such as its visual richness, with period  
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clothing, accessories, furniture, hairstyles, and automobiles represented in minute detail. This 
PLQXWLD RI KLVWRULFDO DFFXUDF\ HYHQ H[WHQGV WR WKH VHULHV¶ FUHDWRUV ³DFWXDOO\ FKHFN>LQJ@ WKH
weather for particular days in the 1960s, so the characters can be dressed as accurately as 
SRVVLEOH´ 'HVWD  QS &RQYHUVHO\ Wolfenstein is historically counter-factual: its 
narrative world is a Europe where Nazi Germany won the Second World War, following the 
GURSSLQJ RI DQ DWRP ERPE RQ 1HZ <RUN &LW\ LQ  7KH JDPH¶V protagonist is William 
³%-´%OD]NRZLF]ZKR OD\ LQ D FRPD IROORZLQJ LQMXU\ZKLOH ILJKWLQJ WKH1D]LV LQ+H
DZDNHQVLQ WKHJDPHWKHQIROORZV%OD]NRZLF]¶VFDPSDLJQDJDLQVW WKH7KLUG5HLFKLQD
vast story world that is culturally, socially and politically imagined as controlled by Nazi 
Germany. This detailed counter-factual history of the early 1960s in the game is described as its 
³VWDQGRXW´ IHDWXUH ³ZKHUH The New Order UHDOO\ VKLQHV >«@ LV LQ LWV SORW FKDUDFWHUV DQG
SUHVHQWDWLRQ,W¶VVZLPPLQg in cool, alternate history lore that makes Wolfenstein feel strangely 
EHOLHYDEOH´0RULDUW\IGN 2014, np) 
  
The two texts thus point to the same era in diametrically opposite ways: acclaimed historical 
accuracy against acclaimed historical counter-factual accuracy. Through a comparison of their 
aural strategies in presenting pastness, we will contrast the different approaches through which 
these works present imaginative, fantasy and sensorial experience not only to express 
temporality on screen media, but also to reinforce a specific ideological foundation of 
FRQWHPSRUDU\ FXOWXUH :H DUJXH WKLV IRXQGDWLRQ WR EH QHROLEHUDOLVP WDNLQJ 'DYLG +DUYH\¶V
GHILQLWLRQ ³D WKHRU\RI SROLWLFDO HFRQRPLFSUDFWLFHV WKDWSURSRVHV WKDW KXPDQZHOO-being can 
best be advanced by liberating individual entrepreneurial freedoms and skills within an 
institutional framework characterised by strong private property rights, free markets and free 
WUDGH´ +DUYH\S ,Q LWVEURDGHVWVWURNHVQHROLEHUDOLVPHVSRXVHVPDUNHWSRwer and 
freedoms, extending as a systemic agenda beyond the spheres of associated economic doctrine 
VXFK DV IUHH WUDGH DQG JOREDO PDUNHW FDSLWDOLVP $V *DUU\ 5RGDQ ZULWHV ³QHROLEHUDOLVP LV
principally a political project of embedding market values and structures not just within 
HFRQRPLFEXWDOVRZLWKLQVRFLDODQGSROLWLFDOOLIH´S$FHQWUDOSDUWRIRXUDQDO\VLVLV
thus to demonstrate the channeling of neoliberal values in the invocation of pastness through 
music in these texts, and, in its larger argument, to expose the ideological placing of the half-
imagined past in contemporary culture.  
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Methodology 
We have chosen a method of close reading media texts which foregrounds the analysis of the 
aural according to a dialogic concept of representation. By dialogic we refer to how any 
V\PEROLFV\VWHPKDVWKHSRWHQWLDOIRU³ERXQGOHVVPDVVHVRIIRUJRWWHQFRQWH[WXDOPHDQLQJVEXW
DWFHUWDLQPRPHQWVRI WKHGLDORJXH¶VVXEVHTXHQWGHYHORSPHQWDORQJWKHZD\WKH\DUHUHFDOOHG
and invigorated in renewed form LQDQHZFRQWH[W´%DNKWLQS1 We employ the 
renewed form in this case as the reproduction and reference to popular songs from the 1960s 
and how these come to represent a historically grounded image of the aspirations of the era 
according to contemporary discourse. Music is thus used in this analytical method as the 
primary signifying element of time. However, as per a dialogic understanding of the texts, the 
audio also relies on contexts and meaning from the visual, linguistic and spatial representations 
to convey narrative nuances. 
  
To that extent, our method also questions the understanding of postmodern cultural logic as a 
SXUHO\YLVXDORQH6XFKDQ LPDJRFHQWULF DSSURDFK LV W\SLILHGE\'HERUDK7XGRU¶VDQDO\VLVRI
Mad Men DV ³D VHULHV WKDWXVHVDPLG-century advertising firm as a filter for a history that is 
UHGXFHGWRUHFLUFXODWHGLPDJHV´7XGRUS:KLOHWKHHFRQRP\RIYLVXDOLPDJHVLVDQ
important element in Mad Men, we believe it is necessary to extend the analysis of ideology and 
history in terms of textuality as expressed with multimedia. Attention to only the visual will 
miss key juxtapositions with other media elements such as the aural, as well as other 
interpretative spaces. 
 
Music in Mediating Pastness 
Music is a common and oft-used vehicle for referring to the past, or to a different era from that 
RI WKH DXGLHQFH¶V )RU H[DPSOH &DLWOLQ 6KDZ FRQVWUXFWV PXVLF VSHFLILFDOO\ DV D WULJJHU IRU
nostalgia (2015, p. 45) through referencing historical elements and transmediality as a technique 
for introducing minute details and pointers to which the viewers can attach memories (p. 50). In 
DILQHDQDO\VLV%HUWKROG+RHFNQHUWDNLQJIURP1LHW]VFKH¶VBirth of Tragedy out of the  
                                                          
1
 Dialogue in this case refers to dialogism, or the quality of the symbolic to be conditioned according to how 
³HYHU\WKLQJPHDQVLVXQGHUVWRRGDVDSDUWRIDJUHDWHUZKROH - there is a constant interaction between meanings, 
all of which have the potential of conditioning others. Which will affect the other, how it will do so and in what 
GHJUHH LV ZKDW LV DFWXDOO\ VHWWOHG DW WKH PRPHQW RI WKH XWWHUDQFH´ %DNKWLQ  S  ,Q WKH FDVH RI WKH
asynchronous communication of film, TV and so on, we argue that the utterance is only completed upon the 
engagement of a viewer, listener, or audience. 
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Spirit of Music GLVWLQJXLVKHV EHWZHHQ ³PXVLFDO WUDQVSRUWDWLRQ´ DQG ³PXVLFDO WUDQVSRUW´
Describing how a television commercial for United Airlines is accompanied by George 
*HUVKZLQ¶V Rhapsody in Blue KH QRWHV WKDW PXVLF ³LV D FDUULHU LQ D GRXEOH VHQVH´ ³7KH
Rhapsody in Blue is a jingle, a musical reminder of a particular product. Its tune carries the 
commodity. That is musical transportation. But the music also gives a lift into a realm of 
KHLJKWHQHGH[SHULHQFH>«@7KDW LVmusical WUDQVSRUW´SHPSKDVLV LQRULJLQDO ,QRWKHU
ZRUGV PXVLFDO WUDQVSRUW LV D VRUW RI H[DOWDWLRQ ZKHUH ³SRZHUIul music can impair our 
SHUFHSWLRQDQGPDNHXVIRUJHWZKDWZHVHHDURXQGXV>«@0XVLFWKDWLVQRWDWWDFKHGWRDIL[HG
DVVRFLDWLRQVSXUVRXULPDJLQDWLRQ>«@0XVLFDOWUDQVSRUWLQWKDWVHQVHGHVWUR\VUHDOLPDJHVE\
UHSODFLQJ WKHP ZLWK LPDJLQDU\ RQHV´ 7-8) Music transportation, on the other hand, is a 
UHPLQGHU ³RQFH PXVLF LV DWWDFKHG WR WKH LPDJH WKH LPDJH EHFRPHV DWWDFKHG WR WKH PXVLF
ZKLFKWXUQVLQWRDPQHPRQLFGHYLFH:KLOHLPDJHVZLWKHUPXVLFUHPDLQVHYHUJUHHQ´2  
 
Helpfully, Hoeckner clarLILHVWKDW³WKHUHODWLRQVKLSEHWZHHQPXVLFDOWUDQVSRUWDQGWUDQVSRUWDWLRQ
LVQRWDVWULFWRSSRVLWLRQ>«@0XVLFKDVERWKHOHPHQWVRIWUDQVSRUWDQGRIWUDQVSRUWDWLRQMXVWDV
LWLVERWKH[SUHVVLYHDQGLOOXVWUDWLYHDPL[WXUHRIERWKDIIHFWDQGHIIHFW´S168) To that end, 
our argument of music evoking a half-imagined past of imagination and historical reference 
FHUWDLQO\ WDNHV RQ VRPH LQIOHFWLRQV IURP +RHFNQHU¶V LGHDV RI WUDQVSRUW DQG WUDQVSRUWDWLRQ
relating particularly to the use of music as such a spatiotemporal carrier of transport and 
transportation through heightened experience, imagination and memory. Specifically, the 
³IRUHYHU QRZ´ TXDOLW\ LQ PXVLF WUDQVSRUWDWLRQ DQG LWV HYRFDWLRQV RI PHPRU\ DV ZLWK 6KDZ¶V
analyses, is central to how music creates nostalgia and, in this specific case, contributes to the 
half-imagined past. Moreover, we argue that this transport and transportation takes place not 
through, or at least not only through, an exalted aesthetic and/or the mnemonic of associated 
imagery, but through the positioning of music within an era that is ideologically defined by 
readings of popular media and other cultural narratives.  
 
The thinking of music and associated imagery also resonates with what Anahid Kassabian 
(2001) proposes as the apprRDFK RI ³WKH FRPSLOHG VFRUH´ .DVVDELDQ LGHQWLILHV ³WZR PDLQ
approaches to film music in contemporary Hollywood: the composed score, a body of musical  
                                                          
2
 7KHWHUP³HYHUJUHHQ´ LQUHODWLRQ WR³HYHUJUHHQ´PXVLFRUPXVLFZKLFKVHHPVWLPHOHVVDOVREULQJVXS7KHRGRUH$GRUQR¶V
arguments of how such music, in his case pop PXVLFKLWVDUHVHWDSDUWIURPWKHWLPHLQZKLFKWKH\H[LVWIDNLQJ³DORQJLQJIRU
past, irrevocably lost experiences, dedicated to all those consumers who fancy that in memories of a fictional past they will gain 
WKHOLIHGHQLHGWKHP´$GRUQRS36) 
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material composed specifically for the film in question; and the compiled score, a score built of 
songs WKDW RIWHQ EXW QRW DOZD\V SUHH[LVWHG WKH ILOP´ S  :LWK UHVSHFW WR DQ DXGLHQFH¶V
FRQQHFWLRQ WR WKH IRUPHU .DVVDELDQ UHIHUV WR ³DVVLPLODWLQJ LGHQWLILFDWLRQV´ ZKHUH ³SDWKV DUH
structured to draw perceivers into socially and historically unfamiliar pRVLWLRQV´ p. 2) 
&RQYHUVHO\ FRPSLOHG VFRUHV ³EULQJ WKH LPPHGLDWH WKUHDW RI KLVWRU\´ RU ZKDW LV WHUPHG LQ
FRQWUD³DIILOLDWLQJLGHQWLILFDWLRQV´7KHVHDUH³WLHV´ZKLFK³GHSHQGRQhistories forged outside 
the film scene, and they allow for a fair bit of mobility within it. If offers of assimilating 
identifications try to narrow the psychic field, then offers of affiliating identifications open it 
ZLGH´SHPSKDVLVDGGHG 
 
Pre-existing music, or compiled scores in film and other screen media, thus occupies a 
SULYLOHJHGUROHLQWKHDXGLHQFH¶VFRQVFLRXVQHVVHQJHQGHULQJUHODWHGDVVRFLDWLRQV  ࡳ  .DVVDELDQ¶V
³KLVWRULHV IRUJHGRXWVLGH WKHILOPVFHQH´  ࡳ  LQ WKHDXGLHQFH¶VPLQGVEDVHGRQ WKLV³LPPHGLDWH
WKUHDWRIKLVWRU\´2WKHUVFKRODUVDOVRUHPDUNRQWKLV privileged position. For example, Jerrold 
Levinson (2004) observes not only the associations from pre-existing music, but also the 
VWURQJHUDWWHQWLRQSDLGWRWKHLU³FKRVHQQHVV´ 
 
)LUVWZLWKDSSURSULDWHGVFRUHV>QDPHO\³SUH-existent music chosen by the filmmaker [...] and applied 
RUDIIL[HG WRVFHQHVRUSDUWV WKHUHRI´p. 144)] the issue of specific imported associations, deriving 
from the original context of composition or performance or distribution, rather than just general 
associations carried by musical style or conventions, is likely to arise. Second [...] ironically there 
will generally be more attention drawn to the music, both because it is often recognized as such and 
located by the viewer in cultural space, and because the impression it gives of chosenness, on the part 
of the implied filmmaker is greater. (p. 144-145)  
 
7KLVDWWHQWLRQERWK WR WKHFKRLFHRIDQG WKH³LPPHGLDWH WKUHDWRIKLVWRU\´DVVRFLDWHGZLWK WKH
music is particularly recognised in film and music scholarship with the use of pre-existing 
popular music. The study of popular music in cinema has received a fair amount of academic 
attention ranging from key works on the film musical (Altman, 1981, 1987; Feuer, 1982; and 
Mast, 1987) to more recent edited collections (Wojcik and Knight, 2001; Powrie and Stilwell, 
2006). The latter collections are particularly significant for shifting the study of film music from 
WKHQRQGLHJHWLFVFRUHV³RIJUHDWFRPSRVHUVOLNH%HUQDUG+HUPDQQ0D[6WHLQHUDQG'DYLG 
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Raksin3´Knight and Wojcik, 2001, p. 6) to more in-depth analyses of the use of popular music 
in film across different genres such as disco, jazz, rock and roll and different eras. For instance, 
$UWKXU.QLJKW¶VFKDSWHULQSoundtrack Available discusses how the treatment of music 
in Porgy and Bess in its various incarnations (from the 1927 DuBose and Dorothy Heyward 
GUDPDWLF DGDSWDWLRQ WR *HUVKZLQ¶V OLEUHWWR LQ  WR WKH *ROGZ\Q ILOP DGDSWDWLRQ DQG
performance practices, influenced and signalled the complex sociocultural reception and 
circumstances of each decade in which a version of Porgy and Bess premiered. These readings, 
taken from films ranging from Hindi cinema to British documentary, demonstrate how pop 
music complicates our understanding of false distinctions between popular and classical music, 
high and low culture, and, more importantly, function by virtue of their preexisting associations 
as important markers of cultural, gender, geographical and economic identities in their featured 
work.  
 
In this article, we thus build on such analyses and approaches, specifically relying on the 
heightened attentions to and pre-existing associations of the compiled score to foreground the 
neoliberal subject in the historical period depicted in both Mad Men and Wolfenstein, both of 
which heavily feature compiled scores (albeit the latter as reworkings of genres and popular 
songs of the era to match the counter-factual history of the narrative). To draw that into a larger 
conversation, we also understand music in screen media to be a general signifier of cultural, 
political and social meaning, a position articulated by several scholars such as Claudia 
*RUEPDQZKRZULWHVWKDW³>P@XVLFVLJQLILHVLQILOPVQRWRQO\DFFRUGLQJWRSXUHPXVLFDOFRGHV
EXWDOVRDFFRUGLQJWRFXOWXUDOFRGHV´*RUEPDn, 1987, pp. 2-3) Gorbman goes on to examine 
KRZ ³FURVVLQJ QDUUDWLRQDO ERUGHUV >VXFK DV EHWZHHQ WKH GLHJHWLF DQG WKH QRQ-diegetic] puts 
PXVLF LQ D SRVLWLRQ WR IUHH WKH LPDJH IURP VWULFW UHDOLVP´ S  Similarly, Tobias Pontara 
analyses music as ³DQ LPSRUWDQWPHVVDJH´ S  emanating from an entity beyond the 
film ± DNLQ WR ZKDW /HYLQVRQ FDOOV ³WKH LPSOLHG ILOPPDNHU´  S -259) -  ³ZKR E\
using [a specific piece of music], intends to tell us that this is what the scenes are all about, 
indeeGZKDWWKHZKROHILOPLVDERXW´Pontara, 2014, p. 8) By offering such understandings of 
PXVLFZHFDQWKXVUHJLVWHUZKDW-RKQ6KHSKHUGFDOOV³WKHPXVLFDODUWLFXODWLRQRIVRFLDO-
LQWHOOHFWXDOVWUXFWXUHVDQGIUDPHZRUNVLQGLIIHUHQWVRFLHWLHV´S, the result of which is to  
                                                          
3
 Such an approach particularly brings to mind significant works on understanding music and film narrative, such 
DV &ODXGLD *RUEPDQ¶V Unheard Melodies  .DWKU\Q .DOLQDN¶V Settling the Score (1992), and Royal S. 
%URZQ¶VOvertones and Undertones (1994). 
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³JLYH DQ LGHD RI WKH FXOWXUH-VSHFLILF QDWXUH RI VXFK DUWLFXODWLRQV´ LQ D ELG WR ³>HOXFLGDWH@ WKH
VRFLDO PHDQLQJ LQKHUHQW LQ PXVLF´ p. 70) To that extent, we draw on insights from these 
scholars to inform our own understanding of music (and of the compiled score) in terms of how 
it signifies and its role in evoking and soliciting associations and cultural meaning.  
 
Finally, we also note a similar position in the relatively smaller body of work on music in video 
games, such as 0LFKDHO '¶(UULFR¶V  GLVFXVVLRQ RI KRZ WKH FRQWULEXWLRQ RI PXVLF WR
QDUUDWLYHIDOOVZLWKLQSURFHGXUDOLW\YLD³JHQHUDWLYHDHVWKHWLFV´ZLWK³LQFUHDVHGIRFXVRQVRXQG
DV D NH\ PHGLXP IRU GHVLJQ DQG FUHDWLYLW\ LQ LQWHUDFWLYH PHGLD´ S  6LPLODUO\ Karen 
Collins (2008) identifies repetitive design and intertextual references in the music as key to the 
considerations for driving inclusion of popular music in video games (p. 117). Nevertheless, she 
asserts that the use of licensed music in games is proEOHPDWLF³as linear music, and therefore the 
placement of this music in a game is generally limited (to cinematics such [as] cut-scenes, title 
themes, credits, and so on)´ S  $FFRUGLQJ WR &ROOLQV¶ DQDO\VLV LW LV WKH PHFKDQLFV RI
gameplay rather than the force of narrative that is the focus of the role of music in video games. 
$PXVLFDOSLHFHFDQFRRUGLQDWHDFKDUDFWHU¶VPRYHPHQWWKURXJKDVSDFHVLJQLI\LQJWKHSDVVLQJ
of time, or reinforce interaction through narrative by referencing a key historical element. A 
compiled score may thus also operate in a similar way in video games, whereby the player is 
directed to key codes in narrative through the use of recognized music. (Cheng, 2014, p. 77) In 
that sense, music can be understood in such media as creating a sonic space for all interaction 
(Barrett, 2015, p. 75), including video game play and screen viewing. 
 
Pastness and Nostalgia 
Springboarding from the above approaches to understanding music, the critical stance in our 
argument here for the half-imagined past rests on how culture, including music, is remembered, 
imagined, communicated and mobilised in ways which point to pastness as referencing both 
emotions and political frameworks.  
 
To that extent, such an appeal to the half-imagined past collLGHVZLWKDQRWKHUFRQFHSWZKLFKKDV
EHHQH[WHQVLYHO\GLVFXVVHGQDPHO\QRVWDOJLD$VDYHU\EURDGRXWOLQHZHFDQKLJKOLJKWDIHZ
VDOLHQW FKDUDFWHULVWLFV RI QRVWDOJLD 2ULJLQDOO\ D VSDWLDO FRQGLWLRQࡳ QRVWDOJLD EHLQJ LQLWLDOO\
defined as a medical conditiRQRI³H[WUHPHKRPHVLFNQHVV´RUEHLQJ³DZD\IURPKRPH´'DYLV 
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1977, p. 414)  ࡳ  LW LV QRZFRQYHQWLRQDOO\XQGHUVWRRGDV D VSDWLRWHPSRUDO GLVSODFHPHQW RU ³D
PHODQFKROLFORQJLQJIRUDVSDFHLQWLPH´6ORDQS$VVXFKQRVWDOJLDHYRNHVERWK
sSDFHDQGWLPH³7KHQRVWDOJLFGHVLUHVWR«revisit time like space, refusing to surrender to the 
LUUHYHUVLELOLW\ RI WLPH WKDW SODJXHV WKH KXPDQ FRQGLWLRQ´ 6YHWODQD %R\P  TXRWHG LQ
Kangas, 2011, p. 222; emphasis added) It is also characterised as a personal experience of the 
past, based on individual experiences and memories. As Hutcheon and Váldes write: 
³>1RVWDOJLD@LVµPHPRULDOL]HG¶DVSDVWFU\VWDOOL]HGLQWRSUHFLRXVPRPHQWVVHOHFWHGE\PHPRU\
EXWDOVRE\IRUJHWWLQJ´Hutcheon and Váldes, 1998-2000, p. 20) Finally, nostalgia emphasises 
loss and longing, with associated states of emotion and selectiveness as a deliberate way of 
FRQQHFWLQJ WR WKH SDVW DV D ³EHWWHU´ WLPH $V +HLQHPDQ VWDWHV ³To think nostalgically is to 
recognize the past as intrinsically better (e.g. simpler, healthier) than the present, but it is also to 
feel fear and sadness that what was lost cannot be regained.´ (2014, n.p.) Nostalgia can thus be 
identified as a personal and emotional relationship to the past, usually accompanied by longing 
for it, and often negotiated through the image of a place, an event, a person or with objects. 
 
Unsurprisingly, music, with its ability to elicit emotion (qua transportation, as discussed above 
via Hoeckner), as well as memorative sounds and images (Kangas, 2011), is often used to evoke 
QRVWDOJLD $V )D\H :RRGV QRWHV ³0XVLF¶V SODFH LQ WKH HYRFDWLRQ RI QRVWDOJLD GXH WR LWV
HPRWLRQDODQGWLPHVSHFLILFFRQQRWDWLRQV LVZHOOGRFXPHQWHG´ S7KHH[DPLQDWLRQ
of nostalgia in relation to music on screen media in particular also includes Sarah Pozderac-
&KHQHYH\¶VDUWLFOHRQKRZPXVLFLVXVHGLQYLGHRJDPHVVXFKDVFallout 3 and Bastion, 
to prompt nostalgic responses in the player in longing for a past time and place as aligned with 
the game characters. Strategies include, as with Wolfenstein, the use of popular music in Fallout 
3 IURPGLIIHUHQWHUDV³WRHYRNHDZRUOGLQZKLFKWKH&ROG:DUKHDWHGXSDQGPXWXDOGHVWUXFWLRQ
did occur, a world in which the US was mangled by Chinese nucleaU ZHDSRQV´ QS DQG
instrumental sounds and lyrics in Bastion. Similarly, Ryan Lizardi (2014) bases the nostalgic 
HYRFDWLRQ RI WKH SDVW LQ VFUHHQ DQG SRSXODU PHGLD WKURXJK WKH UHDGHU¶V RU YLHZHU¶V SHUVRQDO
experience. Lizardi argues that music, among other elements, mediates pastness according to its 
ability to bridge the personal with the temporal, or in his words, where the focus is on 
³FRQWHPSRUDU\YLHZHUV¶QRVWDOJLDIRUWKHYHU\SRVWPRGHUQUHIHUHQWLDOFKDUDFWHULVWLFWKDWZDV 
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developed LQWKHLUFKLOGKRRGPHGLDWH[WV´S7KHYLHZHULVWKXVVKRZQWREHDWUDQVIL[HG
media consumer, uncritically nostalgic for a past presented as a version developed on personal 
terms. Taking a more extreme position, David R. Shumway describes music as creating a sort of 
fictional memory, whereby  
 
songs need not literally bring the past to life for the viewer but give the impression of such an 
experience, creating a fictional set of memories that, especially when taken together with other such 
representDWLRQVPD\DFWXDOO\FRPHWRUHSODFHWKHDXGLHQFH¶VµRULJLQDO¶VHQVHRIWKHSDVWTXRWHGLQ
Woods, 2008, p. 30) 
 
In other words, nostalgia could itself be based not only on personalised memories, but also on 
constructed fictions,4 created by the regressive circulation and recycling of images, sounds and 
other media representations, itself an image of nostalgia as critiqued by Fredric Jameson and 
other theorists of postmodernity. (Woods, 2008, p. 29) 
 
To some extent, the half-imagined past shades into nostalgia in the sense of evoking 
spatiotemporalities of a past time, particularly through elements such as music or objects and 
through imagination or fictionalised constructs. The half-imagined past is a qualitative sense of 
imagined pastness in space and time solicited by the strategic placing of similar elements, such 
as the use of music or symbols, and is in this broad respect similar to nostalgia. However, in our 
ideas of the half-imagined past, we are not entirely, or not only, concerned with the personal 
and individual experience of the past, or the primacy of interiority in nostalgia. The half-
imagined past is a balance between historical account, viewer experience and viewer 
imagination, and certaiQO\WKHODWWHUWZRVKDGHLQWRWKHSHUVRQDOLVDWLRQRIQRVWDOJLFH[SHULHQFHࡳ
WKH³FU\VWDOOLVDWLRQ´IURPUHPHPEHULQJDQGIRUJHWWLQJDVKLJKOLJKWHGE\+XWFKHRQDQG9iOGHV
In similar fashion, the imaginative components of the half-imagined past take in, among others,  
                                                          
4
 ,Q D VHQVH ³ILFWLRQDO PHPRU\´ PD\ DOVR EH D IRUP RI IRUJHWWLQJ SDUWLFXODUO\ LQ WHUPV RI ZKDW $QGUHDV +X\VVHQ 
LGHQWLILHVDVD³FRQWHPSRUDU\PHPRU\FXOWXUHRIDPQHVLD² DQHVWKHVLDRUQXPELQJ´S ,QSDUWLFXODU+X\VVHQH[SORUHV
rememberLQJ DQG IRUJHWWLQJ LQ WKH DJH RI GLJLWDO UHSURGXFWLRQ DQG DUJXHV IRU ³WKH ERRP RI PHPRU\´ WKDQNV WR PHGLD
WHFKQRORJLHVWREHDFFRPSDQLHGE\³DERRPRIIRUJHWWLQJ´$VKHDVNVLQDVHULHVRIUKHWRULFDOTXHVWLRQV³%XWZKDWLI . the 
boom of memory were inevitably accompanied by a boom in forgetting? What if the relationship between memory and 
forgetting were actually being transformed under cultural pressures in which new information technologies, media politics, and 
fast-paced consumption are beginniQJ WR WDNH WKHLU WROO"´ S  +LVWRULFDO PHPRU\ FDQ QRZ EH DXJPHQWHG ZLWK PHGLD UH-
creating more than just events or even the mimesis of characters from the period. Historical environments can now be 
immersive, interactive and (re)producing their own artifacts. The augmented abilities of memory in the wake of these 
technologies can thus be illusory.  
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VHQVRULDO H[SHULHQFH DQG SHUVRQDO PHPRU\ HYHQ QRVWDOJLD LWVHOI ³PHPRU\ ZLWK WKH SDLQ
UHPRYHG´>/RZHQWKDOS@WKXVEHVWRZLQJRQWKHSDVWDTXDOLW\RIWKHLQWHUSUHWDWLYHQRW
unlike the personalisation of nostalgia.  
 
Nevertheless, there are two important differences. The first is that imagination is only one of 
two key components of the half-imagined past; the other is historical referencing. The historical 
anchors the half-imagined past in an empirical record, and as such it problematises the 
XQFULWLFDODKLVWRULFDOGLPHQVLRQVRIQRVWDOJLDZKLFKRQFH³FRQILQHGLQWLPHDQGVSDFH>@QRZ
HQJXOIVWKHZKROHSDVW´/RZHQWKDOS$VVXFKZHTXHU\WKLVDKLVWRULFLW\DQGLQWKH
half-imagined past instead use the historical as the key for decoding media representation. This, 
WRRLV:RRGV¶VLQVLJKWIXODSSURDFKLQUH-FRQVLGHULQJQRVWDOJLDLQKHUDUWLFOH³1RVWDOJLD0XVLF
DQG WKH 7HOHYLVLRQ 3DVW´  :RRGV DQDO\VHV WKH WHOHYLVLRQ VKRZ American Dreams, a 
³V-set family drama´SZKLFKVLJQLILFDQWO\IRUKHUDUJXPHQWIHDWXUHV 
 
QRWMXVWWKH$PHULFDQSDVWEXWLWVPXVLFDOWHOHYLVLRQDVZHOO>«@7KHVKRZ¶VFHQWUDOSLYRWZDVLWVXVH
of American Bandstand (ABC 1952±89), the popular music show broadcast daily live from 
Philadelphia, on which protagonist 15-year-old Meg Pryor is living her dream as a dancer, along with 
best friend Roxanne. The programme recreated performances from the original show as well as 
integrating original footage into newly created dramatic situations and placing characters within the 
diegesis of the original broadcasts, without the aid of Forrest Gump-style computer manipulation (p. 
28). 
 
:RRGV¶V FHQWUDO DUJXPHQW OLHV LQ KRZ WKH XVH RI ILFWLRQDO GUDPD DQG IDFWXDO IRRWDJH IURP
American Bandstand) allows American Dreams to blend its fictionalised stories with historical 
DFFRXQW DQG SHUVRQDO PHPRULHV IURP VHOHFWHG DXGLHQFH PHPEHUV 7KURXJK WKLV ³ZHE RI
UHIHUHQFHUHSURGXFWLRQDQGFRPPHQWDU\´SQRVWDOJLDWKXVWDNHVRQQRWRQO\³FRQQRWDWLRQV
of authenWLFLW\DQGFXOWXUDOYDOLGLW\´SWKURXJKWKHAmerican Bandstand performances, but 
also political and social engagement to vitalise these reproductions and circulations of previous 
texts. This approach resonates with our ideas of the half-imagined past, where we envision the 
evocation of pastness, such as that of nostalgia, as an engagement not only with subjective 
memory and emotion relating to a prior time, but also with its historical record and 
documentation, so that the past is not only about its anteriority, but also an engagement with the 
political in order to comment on the present.  
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The second difference leads from the first: out of such decoding, the half-imagined past reveals 
its political frame, where the ideological underpinnings of its present form and representation 
are as much a part of its account of pastness (as an adaptive mirror of the present) as the 
YLHZHU¶VLPDJLQDWLRQand the historical account in which it is rooted. The half-imagined past is 
a construct from many angles: defined by contemporary ideologies, cast as historical 
representation, personalised as individual imagination. In the examples we will examine in the 
second half of this article, we demonstrate how music evokes these constructs, whereby songs 
function as historical artefacts to bridge the gap between historical record and individual 
imagination, and as a result reveal the ideologies in which such pastness is situated. In the half-
imagined past, music is both memory and artefact, where each song has a singer, musician/s, a 
recording history and a composer, while at the same time also an artistic work open to being 
remembered, as well as being interpreted and recontextualised. In this nexus, we argue that the 
use of music points to a certain temporality of pastness forged between historical resonances 
and personalised memory, while constructing ideological frameworks for additional meaning. 
We now turn to examples from Wolfenstein and Mad Men to demonstrate how.  
 
Music and the Half-Imagined Past: Wolfenstein  
We turn first to Wolfenstein in examining the use of music to establish the half-imagined past. 
As mentioned above, the game uses the music of the post-World War II era to build an 
³LQYHUVH´LGHRORJ\WRILWLWVFRXQWHU-factual history of a Nazi victory. The music of the game is 
accessed primarily via the release of a limited edition vinyl LP (Fig. 1), titled Neumond 
Classics: Die Einzigartige Sammlung Mit Den Grössten Gassenhauern der 1960er! (New Moon 
Classics: The unique collection of the greatest popular songs of the 1960s! >DXWKRU¶V RZQ
translation]). This LP can be purchased independently of the game, and its music supports the 
narrative world of Wolfenstein as one centred on repression expressed via the culture of a 
victorious Nazi Germany. The LP consists of eleven songs, eight of which are original musical 
creations, such as Mein Kleiner VW by Hans; Berlin Boys and Stuttgart Girls by Viktor & Die 
Vokalisten; Toe the Line by The Bunkers; Ich bin überall by Schwarz-Rote Welle; 
Weltraumsurfen by The Comet Trails; Zug nach Hamburg by Die Schäferhunde; and Tapferer 
Kleiner Liebling by Karl & Karla. The remaining three are re-worked songs from the 1960s as 
UHFRUGHG LQ *HUPDQ QDPHO\ -RKQ /HH +RRNHU¶V Boom! Boom! in 1962 as re-sung by the 
imagined Nazi pop sWDU5DOSK%HFNHUWKH0DUWKDDQGWKH9DQGHOODV¶VRQJIURPNowhere  
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to Run, by the Wolfenstein JURXS'LH3DUWHL'DPHQ³7KH3DUW\/DGLHV´DQGThe House of the 
Rising Sun by The Animals from 1964, reworked as Haus Abendrot by Wílbert Eckart und 
seine Volksmusík Stars.  
 
  
Fig. 1. The vinyl release of Wolfenstein (Neumond Classics, 2014) that features  
the hits of an imagined Nazi 1960s.  
 
The salient feature of the music in Wolfenstein is that it parodies genres of actual pop music 
from the 1960s and, as such, references and subverts popular historic images of youth rebellion, 
individualism and culture of the era. This occurs both in relation to the music itself as well as 
the promotional material which surrounds it. An example of the latter is an image, taken from 
:ROIHQVWHLQ¶VRIILFLDOYLGHRWUDLOHURIIRXU1D]LVROGLHUVFURVVLQJWKHVWUHHWLQDFOHDUSDURG\RI
WKH FRYHU RI 7KH %HDWOHV¶ ODVW DOEXP Abbey Road (1969) (Fig 2). This Beatles cover has 
become so iconic that Wolfenstein¶V LPDJH RI WKH VROGLHUV UHSODFLQJ WKH ³)DE )RXU´ RQ WKDW
pedestrian crossing (complete with the white 1968 VW Beetle in the background) needs no 
further description for the connection to be made. Further, the image as used in relation to 
Wolfenstein refers to the fictional band Die Käfer, whose song Mond Mond, Ja, Ja (Moon 
Moon, Yes Yes) appears on the Neumond Classics vinyl release. The song is a Beatlesque tune 
with lyrics in German that celebrate the greatness of the Third Reich and its intention to 
FRQTXHUWKHPRRQ³9HUHLQWZLUVLQGXQWHUGHPJURHQ)RUVFKHU´³8QLWHGZH
UHXQGHUWKHJUHDW 
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UHVHDUFKHUV´'LH.lIHU is the literal German translation of The Beetles, which, of course, lacks 
the wordplay in the name of the original British group with its invocations of 1950s and 60s 
\RXWK UHEHOOLRQ DULVLQJ IURP ³%HDW´ RXW RI %HDWQLN WKH %HDW JHQHUDWLRQ DQG VR RQ 6XFh 
parodies in Wolfenstein¶V SURPRWLRQDO PDWHULDO DUH WKXV DOVR SDUW RI LWV VWUDWHJLHV IRU
representing pastness, the core of which is a direct tapping into history musically (and visually), 
as an important contribution to its textual structure. 
  
 
Figure 2: The Wolfenstein trailer image (Bethesda Softworks, 2013) ironically referencing the music of 
WKHVKHUH7KH%HDWOHV¶Abbey Road (1969). 
  
,Q WHUPV RI SDURG\ LQ WKH JDPH¶V PXVLF LWVHOI ZH DUJXH WKDW WKH HLJKW UHZRUNHG VRQJV GUDZ
explicitly on several popular music genres of the early 1960s (e.g. Surf, British Invasion, 
Garage), with performances based on the marketed images of The Beach Boys, The Monkees, 
The Beatles, Sonny and Cher and Eddie Cochran. They also use aesthetic strategies to 
exaggeratedly conjure up an image of the era, such as the deliberate deployment of distortion as 
a reference to sounds associated with analogue audio technology. The musical parodies become 
more obvious and significant in the re-worked songs. For example, John Lee +RRNHU¶VRULJLQDO
performance of Boom! Boom! (1962) has guitar as the lead instrument, with a fast tempo blues 
progression where he scraps the frets and moans. However, the fictional Ralph Becker version 
leads with a melodious piano, with a resulting rendition that plainly lacks the harshness, rhythm 
and energy of the original. Similarly, as compared to the Die Partei Damen version in  
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Wolfenstein, the Vandellas sang Nowhere to Run (1965) with a driving rhythm section, fewer 
background harmonies and a more prominent lead vocal. The insistent rhythms of the tamborine 
are omitted in the Die Partei Damen version, and the song is less rough with a stronger reliance 
on orchestration. 
  
The music in Wolfenstein can thus be seen as a series of parodies forming a relatively bland 
collection of songs where heightened emotion and feeling are replaced by a cheesy somnolence. 
As such, they also parody an image of a historical period as defined in its pop culture by youth 
rebellion and associated freedom, in which Wolfenstein¶VVRQJVDQGSRSVWDUVRI WKH ILFWLWLRXV
1960s become stilted caricatures with an exaggerated schlager sound: three-minute easy 
listening with emphases on melody, vocal harmonies and romantic themes, lacking percussion 
DQGVWURQJ UK\WKPV7R WKDWH[WHQW VFKODJHUDVXVHGKHUH LV ³UDGLFDOO\XQGHFLGDEOH´ LQ WKDW LW
HVFDSHV ³FOHDU-FXW GHVWLQDWLRQV EHWZHHQ PXVLF DV HLWKHU UHVLVWDQFH RU GRPLQDWLRQ´ %LUGVDOO
2012, p. 187). Or, as Currid puts it, schlager LV ³DQ RUJDQ RI H[SHULHQFH JURXQGHG LQ D WRWDO
UHIXVDOWRSDUWLFLSDWHLQWKHSROLWLFDO´S 
  
Yet, we argue that the role of the schlager sound is ideologically significant in Wolfenstein in 
that it creates a parallel sonic history where the radio-IULHQGO\ PXVLF LQ WKH JDPH¶V fictional 
V UHSODFHV WKHSUHVXPDEO\³GHFDGHQW´ IRUPVRI WKHDFWXDOKLVWRULFDOSHULRG%\ UHPRYLQJ
elements from the music of the 1960s and repackaging the resulting parodies as schlager, 
Wolfenstein implicitly referenFHVWKH³GHJHQHUDWHPXVLF´UHIHUHQFHGLQ1D]LSKLORVRSK\:KLOH
WKH FRQFHSW RI ³GHJHQHUDWH PXVLF´ ZDV QHYHU FOHDUO\ GHILQHG XQGHU WKH 1D]LV LW KDV EHHQ
YDULRXVO\GHVFULEHGDVPXVLFWKDWZDVSURGXFHGE\-HZLVKFRPSRVHUVRUPXVLFLDQV-D]]³XQ-
*HUPDQ´ RU ³anti-*HUPDQ´ RU ³D FRQIXVLQJ PL[WXUH RI DOO PXVLF WKDW ZDV FRQVWUXHG DV
DOLHQDWLQJ RYHUO\ LQWHOOHFWXDO VDUFDVWLF HURWLF VRFLDOLVWLF FDSLWDOLVWLF RU $PHULFDQ´ 3RWWHU
QS ,Q FRQYHUVHO\ UHIHUHQFLQJ WKLV ³GHJHQHUDWH´ PXVLF WKURXJK VFKODJHU Wolfenstein 
musically structures a pastness that includes a contemporary commentary on the entire concept 
RI³GHJHQHUDWH´PXVLFDFFRUGLQJWRSDURG\DQGWKHDVVHUWLRQVRISRZHUDQGFRQWURORYHUFXOWXUH
that come with it. Its music thus underscores the real battle in the game, namely, for the energy, 
celebration, autonomy, freedom and youth rebellion which are pointed to through its appeal in 
historical 1960s music, values which are thereby now placed musically at stake in Wolfenstein¶V
counter-factual history. In studying the parodying use of its music, we can also frame  
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Wolfenstein as an ideological lauding of the freedom and individualism of the 1960s as 
represented in the songs from which the parodies are sourced. Hence, beyond referencing the 
ideology of Nazi culture as satire, these songs also represent a deeper contemporary ideology in 
the context of post-WWII history, in which the half-imagined pastness of Wolfenstein is pit 
against the historical decade of individual freedom as led by the United States. In its musical 
references, Wolfenstein thus not only points to the historicity of an era, but also critically reveals 
a political stance with which to colour the presentation of its counter-factual history.  
 
In Wolfenstein, the specific references to key historical milestones of the era ± the apogee of 
rock and roll and the stepping on the moon by Neil Armstrong ± ironically contrast the 
unhistorical conquering of the world by the Germans as presented in the story world of the 
game. In these ways, the selling and promotional strategies in relation to the music in the game, 
as much as the music itself, point to its pastness, pitting past against present, fact against fiction. 
Besides these strategies, ideology is present in Wolfenstein¶VPXVLFLWVHOI$VGHVFULbed above, 
its music invokes the pastness of the 1960s. Yet at the end of the game, as B. J. Blazkowicz, the 
OHDGFKDUDFWHUGHIHDWVKLVNH\HQHP\*HQHUDO:LOKHOP³'HDWKVKHDG´6WUDVVHKHVWUXJJOHVZLWK
his injuries to call in the final nuclear strike against the Nazis, and recites aloud from the poem, 
The New ColossusE\(PPD/D]DUXV³*LYHPH\RXU WLUHG \RXUSRRU \RXUKXGGOHGPDVVHV
\HDUQLQJ WR EUHDWKH IUHH´ 7KHVH OLQHV DUH DOVR IDPRXV IRU EHLQJ HQJUDYHG RQ WKH VLGH RI WKH
Statue of Liberty in the United States. In this final scene, then, it is clear that the promised 
freedom in Wolfenstein¶VXQKLVWRULFDOZRUOGLVSUHPLVHGRQWKHYDOXHVRIDQ$PHULFDQIXWXUH,Q
the wake of the recited poem, the credits roll, and the song, I Believe, plays. Originally 
performed as an American country western song by Chris Isaak in 1995, I Believe is reproduced 
here as a piano ballad recorded in 2014 by Melissa Hollick. The song thus delivers the final 
punch of the game: revolving as it does around an unhistorical narrative of a Nazi victory 
musically imbued in the parodied freedom of the 1960s, what the game finally conveys is the 
neoliberal subject synthesised in the song I Believe DQGWKHLQGLYLGXDO¶VXQGLPPHGKRSHIRUWKH
IXWXUHDVVKRZQLQLWVO\ULFV³,EHOLHYH, EHOLHYH,EHOLHYH,EHOLHYH«,VWLOOEHOLHYHLQD
EHDXWLIXO GD\´ $V ZH DUH WROG UHSHDWHGO\ WKURXJKRXW WKH JDPH IUHHGRP LV ZKDW WKH KHUR RI
Wolfenstein LV VXSSRVHGO\ ILJKWLQJ IRU DJDLQVW WKH PHUFLOHVV 1D]L UHJLPH :LWK %OD]NRZLF]¶V
victory comes a chance for everyone to attain that freedom. Yet, expressed aurally in the 
Lazarus poem, I Believe and the songs of the LP, this is a musically stated ideological freedom,  
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namely, an American-led, neoliberal ideal that comes through the popular images of youth 
rebellion, individualism, pleasure-seeking and autonomy from 1960s music, first modulated 
through the sounds of schlager, and finally triumphed over with the indomitable belief of 
freedom and of tomorrow. 
 
Music and the Half-Imagined Past: Mad Men  
It is also possible to detect this stance of neoliberal individualism and individual in the music of 
Mad Men. Specifically, we argue that Wolfenstein¶VSDUWLFXODUYLVLRQRID³IUHH´$PHULFDLVWKH
same as that represented in Mad Men, with music used, again, as a central strategy to convey it. 
If we view both texts as products of the same global media culture, their shared vision 
UHSUHVHQWV DQ H[DPSOH RI LGHRORJLFDO FRQYHUJHQFH DORQJ WKH OLQHV RI ³FRRSHUDWLRQ EHWZHHQ
PXOWLSOHPHGLDLQGXVWULHV´-HQNLQV, p. 2). The 1960s of Mad Men indicate a similar brand 
of freedom as desired by the 1960s of Wolfenstein, namely, as a free market ideology, where the 
individuality of the era translates into an ideologically defined freedom. We can see this in 
VHYHUDOLQVWDQFHVVXFKDVLQWKHHSLVRGH³7KH*URZQ8SV´6HDVRQ(SLVRGHMad Men 
often uses events, characters, and cultural and social markers from historical accounts as 
structuring elements for its narratives; the historical event in this episode is the assassination of 
President John F. Kennedy on 22 November 1963. Per its format of concluding the last few 
VFHQHVRIHDFKHSLVRGHZLWKD VRQJXVXDOO\SOD\HG WR LWV IXOO OHQJWK ³7KH*URZQ8SV´HQGV
with The End of the World by Skeeter Davis (1962), a ballad sung from the perspective of a 
forsaken woman to the man who has abandoned her. Yet, placed in the narrative context of the 
Mad Men episode, the song not only references the early 1960s from its origins in the era, but, 
PRUH LPSRUWDQWO\ LPSRVHV RQ WKH KLVWRULFDO PRPHQW RI -).¶V DVVDVVLQDWLRQ D UHQHZHG
emptiness, devoid of any idea or inkling of the future, stark and terrible in its desolation. The 
VRQJPRXUQVIRUWKHIRUVDNHQZRPDQH[SHULHQFLQJ³WKHHQGRIWKHZRUOG´ZKLFK³HQGHGZKHQ,
ORVW\RXUORYH´.HQWDQG'HH:LWKWKHGHDWKRI.HQQHG\LWLV$PHULFDWKDWKDVORVWKHU
ORYHDQGLWLV$PHULFD¶VZRUOGWKDWLVQRZEODQNDQGIDFLQJWKLV³HQG´7KURXJKRXWWKHHSLVRGH
WKLV EODQNQHVV LV UHIOHFWHG DV D VRQLF YRLG DW OHDVW WKUHH FKDUDFWHUV DVN ³ZKDW LV JRLQJ RQ"´
without receiving any response; when the death of the President appears on the television news 
in a deserted office, the only sound we hear is the ringing of unanswered telephones, so that the 
shrill insistence of inanimate objects underscores the silence of all other human activity in the 
paralysis of an American society consumed by shock and grief. By the time we get to the  
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auditory summary of The End of the World, the song becomes not only a sad love song from the 
era, but a sad love song with which Mad Men SHUVRQDOL]HV-).¶VGHDWKDVDKLVWRULFDOHYHQWE\
articulating this void via the rKHWRULFDOTXHVWLRQVLQLWVO\ULFV³:K\GRHVWKHVXQJRRQVKLQLQJ"
/ Why does the sea rush to shore? ... / Why do the birds go on singing? / Why do the stars glow 
DERYH"«:K\GRHVP\KHDUWJRRQEHDWLQJ":K\GRWKHVHH\HVRIPLQHFU\"´7KHUHDUHWR
be no answers to these questions, just as there are to be no answers to the shock of America to 
-).¶V GHDWK DV SRUWUD\HG LQ ³7KH *URZQ 8SV´ ,Q WKLV ORYH VRQJ WR -RKQ ) .HQQHG\ WKH
collective will of politics becomes the individual cult of the fallen leader. Such an elevation of 
the individual, both as the victim and the determining figure of history, adds to the neoliberal 
ideal of individual power over institutional concerns. Via the song, the murder of Kennedy 
becomes the death of a handsome romantic hero, rather than the corruption of a political system 
and the beginning of a decade of upheavals that would end in Watergate and the disastrous war 
in South-East Asia. In turning the forlorn sadness of the love song into the framing of the 
historical event, the song thus presents pastness in terms of historicity, emotion and, most 
importantly, its framing within the central ideology of neoliberal individual will and power.  
 
The Mad Men HSLVRGHRI³7KH6WUDWHJ\´6HDVRQ(SVHWLQLVSHUKDSVWKH clearest 
H[DPSOHRIKRZWKH79VHULHVUHJDUGVWKHHUD¶VHPHUJLQJIUHHGRPVDVWKHIUHHGRPWRZRUNDQG
consume as a neoliberal subject. In the concluding scenes of the episode, character dialogue 
FHQWHUVRQDQDGYHUWLVLQJVWUDWHJ\WRVHOO³%XUJHU&KHI´DIast-food chain, to working mothers 
(a demographic which emerged from market research in the episode). Alongside this 
unexploited demographic, the episode already contains several references to changing concepts 
of the family, such as in-the-closet gay charDFWHU%RE%HQVRQ¶V-DPHV:RONDWWHPSWWREXLOGD
cover life for a promotion by proposing marriage to Joan Holloway (Christina Hendricks), and a 
narrative concurrence to the Stonewall riots which occurred in the same year in which the 
episode is set. Mad Men¶VGHULYDWLRQRIWKHLQGLYLGXDOIUHHGRPHPHUJLQJIURPWKHVLVWKXV
also grounded in these portrayals of the family under pressure and undergoing radical change, 
often in response to the demands of working in corporate life. 
 
:KDWLVQRWDEOHLQ³7KH6WUDWHJ\´LVKRZWKHLPDJHRIWKHIDPLO\LQDOOLWVFRQFHSWXDOIOX[LV
LQH[WULFDEO\ ERXQG WR FRQVXPSWLRQ $V WKH HSLVRGH FORVHV )UDQN 6LQDWUD¶V My Way (1969) 
plays, set to, among others, scenes of Peggy Olsen (Elisabeth Moss) dancing with Don Draper,  
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as well as against the context of working mothers feeding their families from burger take-
aways. My Way, a song of strong individual spirit defying social conformity as embodied in its 
O\ULFV VXFK DV ³WR VD\ WKH WKLQJV KH WUXO\ IHHOV  $QG QRW WKH ZRUGV RI RQH ZKR NQHHOV´ LV
applied here to the figure of the mother asserting her individual spirit as a neoliberal subject, 
defying previous social conformities for her to be a stay-at-home child-minder and housewife, 
and now blithely consuming fast food in order to balance her busy life. My Way thus becomes 
Mad Men¶VLURQLFFRPPHQWRQWKHVHPRPHQWRXVVRFLDOFKDQJHVPDGHLQWKHOLYHVRIZRPHQDW
the close of the 1960s: emancipated and given the freedom to work and the power to consume, 
thH ZRUNLQJ PRWKHU RVWHQVLEO\ GRLQJ LW ³+HU :D\´ WR WKH VWUDLQV RI )UDQN 6LQDWUD¶V VRQJ
nevertheless remains more tightly chained than ever. For she is now co-opted into a larger 
corporate culture, one in which all social institutions, including the family, are secondary to the 
demands of capitalist production and consumption. 
  
The music of the two media texts thus uncannily pair up on this ideological meeting point 
which critically informs the 1960s. The music of Wolfenstein references an American-led era of 
freedom and emancipation as the counter-ideology to match its narrative of a counter-historical 
1960s. Yet, in Mad Men this freedom is actually one prescribed by the values of work and 
consumption in a neo-liberal conservative culture. This ideological stance is emphasised 
WKURXJKRXWWKHVHULHVZLWKRQHRIWKHFOHDUHVWH[DPSOHVEHLQJWKHHSLVRGHRI³*X\:DONVLQWR
DQ $GYHUWLVLQJ $JHQF\´ 6HDVRQ  (SLVRGH  ,Q WKLV HSLVRGH H[HFXWLYHV IURP WKH SDUHQW
company visit the advertising agency, bringing with them a whole sweep of changes. One of 
them is the transfer of one of the local bosses, Lane Price (Jared Harris), to Bombay and his 
replacement by the visiting star from the British office of the agency, Guy McKendrick (Jamie 
Thomas King). However, that storyline takes an unexpected turn when Guy has his foot 
shredded at the office party by a drunken secretary who drives over it with a John Deere 
lawnmower. Unable to walk out of the office which he walked into just hours ago, Guy is 
rapidly fired and removed from the promotion position. At the same time, a separate storyline 
concerning Joan Holloway mirrors the cruelty of career setback, albeit with a little less tragedy. 
Following their wedding, her surgeon husband fails to get a promotion, and Joan is forced to 
UHWXUQWRZRUNDVWKH\QHHGPRQH\%RE'\ODQ¶VSong to Woody (1962) ends the episode, which 
LQFOXGHVWKHOLQHV³+HUH¶VWRWKHKHDUWVDQGWKHKDQGVRIWKHPHQ7KDWFRPHZLWKWKHGXVWDQG
DUHJRQHZLWKWKHZLQG´$VRQJDERXWWKRVHWKDWKDGJRQHEHfore Dylan (in particular Woody  
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Guthrie), it is applied here in the context of the episode with new meaning, driving home the 
expendability of office workers in the 1960s as exemplified by the footless Guy and the 
overlooked Dr. Harris. Freedom here is thus prescribed by the utilitarianism of production and 
consumption, reframed by the radical poetic resonance of a young Bob Dylan as set within the 
historical detail of Mad Men. 
  
Both media texts thus contribute to this half-imagined past of freedom through clever 
referencing of music ± the sounds of schlager as ironic reference in Wolfenstein, and the 
application of signature tunes to momentous movements of social emancipation and political 
ideologies in Mad Men. In this sense, the musical parodies of Wolfenstein answers the music of 
Mad Men as a comment (or counter-comment) on the culture of the time as a historical period 
of breaking away from conformity, yet which only leads onwards to an inexorable hyper-
capitalist present where the freedom to consume is simply a freedom that cannot be questioned. 
In both texts, the audience consumes their music as specific pointers towards imagining the 
referenced era, yet they are pointers grounded in Liberal and Modernist ideals of progress, with 
individual freedom only to be realised through consumption and labour. The 1960s as we 
remember them through these media texts are therefore constructed as a time of an emerging 
freedom, but one which is imagined to exist merely in the service of cold and all-consuming 
capital. As such, the strategies of music in Mad Men and Wolfenstein also ultimately solicit 
from the viewer specific connections between history and pastness, compelling answers from 
her about questions of past events, how they are called up, and how they are adjudged. 
  
Conclusion 
In this article, we have analysed the music of Mad Men and Wolfenstein in terms of how it 
presents what we call the half-imagined past, where music is used to comment on, parody or 
summarise the themes or events in the texts. Moreover, via these strategies, the music resonates 
with the viewer/listener based on their revelations of the ideological referencing that emerges 
IURP WKH ZRUNV¶ FRQWH[WV )RU H[DPSOH WKH VFKODJHU UH-workings of popular songs in 
Wolfenstein and the single-song summarising of Mad Men episodes drive ideological and 
HPRWLRQDOFRQVLGHUDWLRQV WR WKHIRUH LQ WKHZRUNV¶UHSUHVHQWDWLRQRISDVWQHVV7KHVHVWUDWHJLHV
thus drive the half-imagined past in screen media: temporality that is created with audience 
imagination (in the case of Mad Men, to augment its thematic and narrative resonances; and in  
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the case of Wolfenstein, to imagine a time period according to an alternate history) and textual 
historical accuracy. 
  
In that sense, the half-imagined past is neither purely historical nor an audience creation: it is a 
memory bank shared between the audience and the text itself in how the latter reworks and 
appropriates pastness through selective historical referencing and audience imagination. In that 
process, pastness becomes ideological ± a dialogic matrix of associations and understandings, 
operating across media and through representations of history. The central theme to this half-
imagined past in Mad Men and Wolfenstein is the freedom gained in the capitalist western world 
of the 1960s as the freedom to work and consume. In the latter, this freedom is promised; in the 
former, it is lived. The music of each work thus becomes a technique for selling this vision of 
history, with each song bearing an implied authenticity as a historical artefact from the relevant 
period. However, in order for this authenticity to be accepted, it is necessary for the music to act 
upon the imagination. In the case of Wolfenstein, this is activated in the revolving of its pastness 
around a popular vision of the 1960s ± of youth rebellion, social conflict and most of all, of a 
time of music ± that forms the base of its counter-factual history. In the case of Mad Men, our 
mediated understanding of the historicity of its era is necessarily coloured by music for 
additional meaning as a frame for the totality of narrative. The understanding of pastness in 
screen media thus entails close attention to such levels of intratextuality, which should be 
important considerations when trying to understand media today and the ideological 
representation of history. 
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Résumé 
 
Dans cet article, nous étudions la façon dont la musique est utilisée dans Mad Men (Lionsgate, 
2007-2015) et Wolfenstein: The New Order (Bethesda Softworks, 2014) afin de créer une 
temporalité médiatique que nous appelons « passé à demi-imaginé » : un temps antérieur situé 
SDUWLHOOHPHQW GDQV O¶LPDJLQDLUH PpGLDWLVp HW SDUWLHOOHPHQW GDQV OD UpIpUHQFH KLVWRULTXH Nous 
faisons donc référence à un concept du passé représenté par des marqueurs temporels à travers 
des médias, des objets, des émotions, des symboles et des expériences sensorielles. Nous 
soutenons en outre que le passé à demi-imaginé dans les médias audiovisuels converge dans 
O¶LPDJLQDWLRQODPpPRLUHet la référence historique, mais le fait également dans une perspective 
de connexion entre des politiques idéologiques et culturelles. Dans ce sens, le passé dans les 
médias populaires ne constitue pas seulement une représentation audiovisuelle, mais aussi une 
co-construction entre médias et public, composée jODIRLVGHO¶LPDJLQaire et du positionnement 
de références historiques, dans ce cas précis par O¶HQWUHPLVHGHO¶XWLOLVDWLRQGHODPXVLTXH. 
 
 
Mot-clés: passé à demi-imaginé, musique, idéologie, Mad Men, Wolfenstein 
